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ABSTRACT
Quodlibets are an important facet of the language of musical theater and exhibit
musical hybridity, mixing two or more musical elements. Bruno Alcalde’s framework of
musical hybridity—including mixture strategies of clash, coexistence, distortion, and
trajectory—provides a framework for the analysis, revealing more about the music itself
and how the music contributes to the dramatic narrative of each musical scene. Examples
of Broadway quodlibets illustrate the relevant mixture strategies; “Lida Rose/Will I Ever
Tell You” from The Music Man, “An Old-Fashioned Wedding” from Annie Get Your
Gun, “All For the Best” from Gospell, “I Still Believe” from Miss Saigon, “One Short
Day” from Wicked, “Dancin’” from Xanadu, and “96,000” from In the Heights are the
examples included in this analysis. Investigating Broadway quodlibets is a fruitful area of
research, and Alcalde’s theory of musical hybridity is well-suited to further
understanding songs in this category.
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CHAPTER 1: INTRODUCTION AND REVIEW OF LITERATURE
Quodlibets, compositions “in which well-known melodies or texts are presented
simultaneously or successively, the result being humorous or displaying technical
virtuosity,” are an important facet of the language of musical theater.1 In his 2002
presentation at the Society for Music Theory (SMT), William Marvin was the first to
study Broadway quodlibets systematically.2 As recently as the 2021 SMT conference in
November 2021, Joan Huguet pointed out that very little discussion of Broadway
quodlibets has appeared since Marvin’s presentation. My aim is to begin filling this
lacuna in the current state of research by considering how quodlibets exhibit musical
hybridity.
This chapter provides an introduction and a review of the pertinent literature
directly related to this study, including research that is similar in approach and research
that informs quodlibets in general. One of the first instances of quodlibets occurred
during the fifteenth century, when the combination of folk or popular songs in Europe
became more prominent. Throughout various European countries, quodlibets were
referred to by different names: fricassée in France, incatenatura in Italy, medley in
England, and ensalada in Spain.3 In fact, “juxtaposing several pre-existing melodies, as

1

Don Michael Randel, ed., The Harvard Dictionary of Music (Cambridge: Harvard University Press,
2003), s.v. “Quodlibet [Lat., what you please].”
2
William Marvin, “Simulating Counterpoint in Broadway Musicals: The Quodlibet as Compositional
Procedure,” Paper presented at the Society for Music Theory/American Musicological Society (Columbus,
Ohio, 2002).
3
Maria Rika Maniates, Peter Branscombe, and Richard Freedman, “Quodlibet,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.22748 (accessed March 21, 2021).
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in the cantus firmus quodlibet, represented in Renaissance, [was] thought the ultimate in
contrapuntal mastery.”4 During the Baroque era, J.S. Bach wrote Wedding Quodlibet
around 1708,5 where “fragments of folksong melodies are occasionally quoted”6 and sung
at the same time. Quodlibets continued to evolve throughout the eighteenth and
nineteenth centuries, manifesting in many genres, including classical, folk, popular, and
show tunes.7 During the nineteenth century, German theater often contained a type of
quodlibet in which “musical numbers were grafted on to a libretto for which they were
not originally intended.”8 In the twentieth century, Charles Ives most notably combined
well-known melodies both concurrently and consecutively. Finally, mashups, as studied
by scholars such as Christine Boone, are a genre comparable to the quodlibet; a major
difference, however, is that the sources in mashups are typically pre-recorded and then
combined.
Marvin’s research on Broadway quodlibets focuses on harmony and formal
structure. He states that “the harmonic language is straightforward,”9 and finds particular
interest in the interaction between the multiple melody lines found within quodlibets. He
notes that in the song “Lida Rose/Will I Ever Tell You” from The Music Man, composer
Meredith Willson “maintains more true independence between his melodies, aiming for
different chord tones at each simultaneity,”10 even “while still containing digressions

4

Ibid.
Thomas Braatz, “BWV 524 Quodlibet (Fragment) ‘Was seind das vor grosse Schlösser,’” Bach Cantatas
Website, http://www.bach-cantatas.com/Articles/BWV524Quodlibet%5BBraatz%5D.htm (accessed April
23, 2021).
6
Ibid.
7
W.A. Mozart, Charles Ives, Glenn Gould, and Earnest Tomlinson all wrote various forms of quodlibet,
representing this type of work through many centuries and genres of music.
8
Maniates, “Quodlibet.”
9
Marvin, “Simulating Counterpoint,” 2.
10
Ibid., 4.
5

2

from the strictest applications of voice-leading and dissonance treatment rules.”11 In his
research, he divides quodlibets into four categories: paradigmatic examples, AABA song
form, combining songs by altering material to fit the best one, and motivic counterpoint
(Wagnerian). He describes paradigmatic examples of quodlibets as melodies presented
successively and then simultaneously, “with no formal or harmonic wrinkles
introduced.”12 He classifies the other three categories of quodlibets as extensions of the
fundamental quodlibet procedure. The first of these follows the AABA structure but
limits “the contrapuntal combinations to A material.”13 The second variant includes an
alteration of one melody during the overlap so the resulting counterpoint of the quodlibet
is effective. The third non-paradigmatic category involves Wagnerian counterpoint and
consists of melodies reappearing with new transformations during the quodlibet. In my
study, I will focus on quodlibets where two or more previously existing melodies (either
within or outside of the specific musical) are combined in a way that largely, although not
always entirely, preserves the integrity of the original melodies.
Although additional research on Broadway quodlibets is scarce, Broadway
musicals have been analyzed using many different methods, including Roman numeral
analysis. Numerous articles, dissertations, and books have covered this type of analysis in
depth. In addition to Roman numeral analysis, other research focuses on dramatic
interpretation, motivic figures, and counterpoint. Dramatic interpretation represents a
large portion of research in musical theater. In his article, “Modulation as a Dramatic
Agent in Frank Loesser’s Broadway Songs,” Michael Buchler writes that Loesser deploys

11

Ibid.
Ibid., 2.
13
Ibid., 5.
12
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“direct stepwise modulation for the sake of dramatic intensification.”14 He goes on to say
that “one can find the same technique in songs by most of Loesser’s contemporaries,
including Rodgers, Loewe, Rome, and Adler and Ross.”15 Buchler also states in an article
about Kiss Me, Kate that “just as individual scenes combine to create a dramatic
narrative, we should think of the placement of individual songs as constructing a sort of
long-range musical form.”16
Other analysts focus on counterpoint and motivic patterns. Writing about the
dramatic analysis of Stephen Sondheim’s musicals, Nathan Beary Blustein states that
“comparing reprising passages to one another within each of Sonheim’s leitmotivic
musicals stretches, broadens, and challenges apparent musical oppositions at the surface,
intensifying and unsettling theatrical elements as a result.”17 Clearly, motivic passages
often lend themselves to a deeper symbolic interpretation, but comparing motivic
passages focuses on the musical material itself rather than looking only at the meaning
behind it.
The study of counterpoint mirrors the study of motives, with each analysis
looking at the relationships of a smaller set of notes to one another. Jacob Alexander
Adams’s work, “Counterpoint and Linearity as Manifested in the Music of George
Gershwin,” looks at nineteenth century techniques, but also considers Gershwin’s
techniques in relation to other genres outside of musical theater. Adams’s dissertation
narrows down the concept of counterpoint (an integral part of quodlibets) to the “overt
14

Michael Buchler, “Modulation as a Dramatic Agent in Frank Loesser’s Broadway Songs,” Music Theory
Spectrum 30, no. 2 (Spring 2008): 59.
15
Ibid.
16
Michael Buchler, “Musical Structure, Dramatic Form, and Song Pairings in Cole Porter’s Kiss Me,
Kate,” Journal for the Society of American Music 12, no. 3, (2018): 52.
17
Nathan Beary Blustein, “Through Arrangements of Shadows: Experiences of Reprise in Stephen
Sondheim’s Leitmotivic Musicals,” (Ph.D. diss., Indiana University, 2020), ix.
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layering of multiple melodic lines, harmony dictated by the linear motion of the
individual voices, accompaniments which possess a linear/countermelodic character, and
counterpoint achieved by means of thematic development.”18
This thesis offers a different approach to the analysis of Broadway music. Instead
of looking only at harmonic, dramatic, or formal structures of these songs, I aim to
interpolate all of those within the larger framework of musical hybridity. Chapter 2
describes the analytical methodologies I will employ, while chapters 3 and 4 contain
analyses of Broadway quodlibets using those methodologies. The songs within these
analytical chapters represent composers such as Meredith Willson, Irving Berlin, Stephen
Schwartz, Claude-Michel Schönberg, Jeff Lynne and John Farrar, and Lin-Manuel
Miranda. Finally, Chapter 5 presents conclusions and recommendations for further
research.

18

Jacob Alexander Adams, “Counterpoint and Linearity as Manifested in the Music of George Gershwin,”
(Ph.D. diss., University of Illinois, Urbana-Champaign, 2013), 6.
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CHAPTER 2: METHODOLOGY
In this thesis, I view quodlibets as examples of musical hybridity, following a
methodology developed by Bruno Alcalde.19 Stated simply, musical hybridity comprises
“any combination [or mixing] of identity markers we recognize in a composition.”20 I
argue that quodlibets at the most basic level—they contain two or more dissimilar
melodies—are a type of hybrid environment, and thus, musical hybridity.
Alcalde postulates four categories of mixture strategies: clash, coexistence,
distortion, and trajectory.21 The first mixture strategy is clash, expressed by friction and
dissimilar characteristics. In these types of mixtures, disparate musical elements
“preserve their separate identities,”22 while emphasizing “discontinuity, displacement, or
disjunction.”23 Clash mixtures are distinguishable because the different musical
characteristics maintain their original identities. Alcalde calls sequential clash mixtures
“juxtaposition” and simultaneous mixtures “overlap,” both of which play an important
role in quodlibets within musical theater.
Coexistence is the second mixture strategy. In contrast with clash, the layers
presented in a coexistence mixture strategy “are integrated into one compound hybrid
style.”24 None of the styles in coexistence are more important than the others;

19

Bruno Alcalde, “Patterns of Hybridity: An Analytical Framework for Pluralist Music” (Ph.D. diss.,
Northwestern University, 2017).
20
Ibid., 15.
21
Ibid., 127.
22
Ibid., 132.
23
Ibid., 153.
24
Ibid., 158.
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“contrasting materials are put together by aligning some of their characteristics, while
maintaining the identity of their unaligned features and creating only slight friction.”25
Coexistence is perhaps the most common strategy found among Broadway quodlibets.
The third type of mixture strategy, distortion, occurs when distorting agents
change a familiar style or genre. The main difference between distortion and both clash
and coexistence is that this alteration is asymmetrical. Whereas clash and coexistence
mixtures treat their dissimilar musical elements as equally important, distortion (and its
distorting agents) alters “the primary style but [does] not associate directly with a second
clear-cut category.”26
The final category of mixture strategy is trajectory, a compound strategy. In short,
trajectory is “the transformation of a musical environment into a contrasting one through
a traceable, gradual process.”27 Trajectory is made up of three stages: “Stage 1 establishes
the first style or genre; Stage 2 is a perceptible and traceable transition; and Stage 3 is the
establishment of the second style or genre.”28 Trajectory is a compound strategy because
it necessitates one of the other three strategies to be included during the second stage.
Figure 2.1 displays the symbols Alcalde uses to represent each mixture strategy.29

Figure 2.1 Mixture Strategy Symbols

25

Ibid., 161.
Ibid., 192. Distorting (or distortion) agents are defined as “incongruous elements.”
27
Ibid., 222.
28
Ibid., 223.
29
Ibid., 131.
26
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Each song included in this thesis will contain at least two different melodies, and
those melodies will be presented simultaneously at some point to form the quodlibet. I
will discuss the relationship between those melodies using the four categories that
Alcalde created to examine stylistic hybridity. At times, I will invoke Alcalde’s main
parameter of style as the basis of hybridity, but I will also focus on other types of changes
to the musical material that may alter its identity. Although changes in style may play a
part in the analyses, I am more generally concentrated on the musical features inherent in
each melody upon its first presentation, how those features create an identity for each
melody, and how those features might be altered during the quodlibet to change the
fundamental identity of each melody. Thus, I am adapting Alcalde’s theory in relation to
these quodlibets, as changes in musical identity may or may not include a change in the
overall style.
Another theory I use in my analysis of quodlibets as hybrid music is William
Rothstein’s concept of phrase rhythm.30 Definitions of the important terms I draw from
Rothstein are given below:
Phrase: a directed motion in time from one tonal entity to another; must contain
tonal motion31
Normative phrase structure: groupings of four
Phrase expansion: transformations that add length to phrases, altering normative
phrase structure32

30

William Rothstein, Phrase Rhythm in Tonal Music (Chelsea, MI: Musicalia Press, 2007).
Ibid., 5.
32
Ibid., 64.
31
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Expansion by repetition: a type of internal phrase expansion that contains literal,
varied, or sequential repetition33
Prefix: a type of external phrase expansion that comes before the phrase34
Suffix: a type of external phrase expansion that comes after the phrase35
Hypermeter: meter based on the measure level, not on the beat level36
I will adapt Rothstein’s theory in one main way. Instead of considering complete
tonal motion as the only basis for a phrase, I also look at other factors. Recurring
motives, instrumentation techniques, characters performing, and lyrical and melodic
emphasis also reveal where phrases and subphrases occur. Without these other factors,
the analysis would be incomplete. Finally, I will also use formal analysis and Roman
numeral analysis to compare the quodlibet melodies and discuss how they shape the
overall songs of which they are part.

33

Ibid., 74–80.
Ibid., 68–70.
35
Ibid., 70–73.
36
Ibid., 12.
34
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CHAPTER 3: COEXISTENCE AND CLASH
In this chapter, I will provide examples of two kinds of mixture strategies:
coexistence and clash. Moreover, clash contains two subtypes, namely overlap and
juxtaposition. The following six analyses categorize Broadway songs into these two
mixture strategies based on the quodlibet section of the song.

COEXISTENCE
In many quodlibets, two melodies that occur successively later appear
simultaneously with little or no alteration to their overall musical identity; this musical
identity includes melodic, harmonic, rhythmic, and stylistic content. When the
amalgamation of the two melodies creates only a small amount of friction, and the
melodic materials require no or little alteration in order to be combined, these moments
of musical hybridity are best described as coexistence.
Additionally, juxtaposition clashes occur often within coexistence mixture
strategies when the composer moves abruptly from one style to the next; termed more
specifically as clash divider by Alcalde, these instances of clash “designate the
articulation from one [hybrid] environment to another through a juxtaposition clash.”37
Because it is the most commonly used strategy, coexistence will be considered the default
for Broadway quodlibets.

37

Ibid., 243.
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Lida Rose/Will I Ever Tell You
A straightforward example of coexistence is “Lida Rose/Will I Ever Tell You”
from The Music Man by Meredith Willson. The story of the musical follows a conman
masquerading as a salesman, Harold Hill, as he travels to River City, Iowa, where he
convinces the townspeople to start a boys’ marching band. Harold plans to vanish as soon
as he receives payment for the instruments and uniforms. During the course of the
musical, however, he falls for Marian, the town librarian, and eventually decides to leave
his shady occupation in the past. “Lida Rose/Will I Ever Tell You” occurs in Act II and
reveals that Marian has fallen in love with Harold.
The form of this song, shown in Table 3.1, is clear: presentation of the first
melody, presentation of the second melody (separated by a clash divider), and an overlap
of the two melodies. Each melody lasts for two 16-measure phrases, with subphrases
every four measures. In the quodlibet section, Willson does not alter either melody in
terms of melodic line, harmony, or overall style. Although two distinct styles occur in
“Lida Rose/Will I Ever Tell You,” these contrasting melodies combine in a frictionless
environment so that they generate a third, compound style.

Table 3.1 Overall Form of “Lida Rose/Will I Ever Tell You”
Timing38

Section

0:00
1:39

A
Suffix to A (Key change)

1:49

B

2:52
4:02

A+B
Ending

Text

Measures

Style

Lida Rose

1–32
32–34

Barbershop

Dream of now

35–65

Vaudeville/Ballad

65–97
97–100

38

Meredith Willson, “Lida Rose/Will I Ever Tell You” on The Music Man, performed by The Buffalo Bills
and Barbara Cook, Capitol Records, 1958, streaming audio,
https://open.spotify.com/track/3W5vzW56OJTKLrkgm8f1Pk?si=a248160743574574.
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The first melody, A, falls under the barbershop style. In this case, an
unaccompanied barbershop quartet sings in close four-part harmony with the tenor voice
on the melody, typical of this style. The recurring use of diminished harmonies in the
section “emphasize circle of fifth progressions, often with added sevenths.”39
Furthermore, the singers focus on the overtones of these rich chords, and they use
techniques such as rubato to “favor the prolonging, or ‘worship,’ of such chords.”40
Section A concludes with a suffix at 1:39, which extends the 16-measure phrase by one
measure.
Juxtaposed to the barbershop style, section B in “Lida Rose/Will I Ever Tell You”
demonstrates the ballad style. As is the case in this song, “traditional ballads are usually
sung solo.”41 Along with a standard ballad, elements of vaudeville also appear during B,
including “a short, folklike melody of narrow range and persistent rhythmic pattern.” 42 In
addition to this description, the main characteristics of the B section involve lyrical
singing by Marian, full orchestral accompaniment, and a steady tempo.
After the full appearance of both melodies and their respective styles, the
composer presents them simultaneously. The overlapping of melodies during the
quodlibet creates a coexistence because barbershop and ballad have many characteristics
in common that complement the other style. The only slight alteration of A during the
quodlibet, besides a key change up a half-step, is that instruments now accompany the
quartet. Although the melody, harmony, and overall style do not change, the presence of
39

Richard Mook, “Barbershop quartet singing,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.A2218601 (accessed February 2, 2022).
40
Ibid.
41
James Porter, Jeremy Barlow, Graham Johnson, Eric Sams, and Nicolas Temperley, “Ballad,” Grove
Music Online, https://doi.org/10.1093/gmo/9781561592630.article.01879 (accessed February 8, 2022).
42
Clifford Barnes, “Vaudeville,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.29082 (accessed February 10, 2022).
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steady accompaniment requires A to fall into a regular tempo; as mentioned, its first
occurrence employed rubato, a freedom that unaccompanied singing provides.
Section B, on the other hand, has no alteration. Although vaudeville and ballad
styles are not typically known for their diminished or extended harmonies, section B
originally follows the same harmonic progression as A; the same is true during the
quodlibet. Therefore, each style relinquishes some of its musical elements in order to
create a coexistence. Figure 3.1 illustrates the two melodies, the juxtaposition clash
between them, and their subsequent quodlibet featuring a coexistence.

0:00

0:45

1:30

2:15

A

3:00

3:45

A
B

Figure 3.1 Timeline of “Lida Rose/Will I Ever Tell You”

An Old-Fashioned Wedding
Irving Berlin’s composition, Annie Get Your Gun, recounts the story of Annie
Oakley. Annie enters a shooting competition, where she meets Frank Butler. She is
immediately infatuated with Frank, even though the two have very different backgrounds.
While traveling around with the Wild West Show, Frank and Annie fall in love. After a
series of disagreements and a subsequent reconciliation in Act II, Frank and Annie
discuss what they think their wedding should look like; “An Old-Fashioned Wedding”
discusses the very different views that each character has. Although the comical text
shows disagreement, the two styles in both Frank’s and Annie’s melodies form a
coexistence during the quodlibet.
13

The form of “An Old-Fashioned Wedding” is the same as the previous
coexistence example. The only exceptions are the short introduction and the lack of suffix
after the first presentation of A. In addition, the final 11 seconds of the song repeat the
last line of lyrics for each respective melody. The two styles, ballad and ragtime, first
appear successively with a clash divider and then layered to create a coexistence. Table
3.2 shows the overall form of the two main sections and the corresponding styles.

Table 3.2 Overall Form of “An Old-Fashioned Wedding”
Timing43

Section

Text

Measures

Style
Berlin Ballad
Ragtime

0:00
0:09

Introduction
A

We’ll have

1–4
5–37

1:01

B

I wanna

38–70

1:50
2:37

A+B
Ending

71–101
102–108

Frank sings the A section in the ballad style. As described earlier, ballads are
usually solo songs with consistent rhythm. Frank sings the lyrical melody using legato,
and a full orchestra accompanies him. Furthermore, this section exemplifies a typical
Berlin ballad. Irving Berlin is known for his many ballads, including “A Pretty Girl is
Like a Melody” from There’s No Business Like Show Business and “You’re Just in Love”
from Call Me Madam. Both of these Berlin ballads, as well as section A of “An OldFashioned Wedding,” incorporate lyrical singing with a hint of oompah in the bassline; in
addition, these songs have a soft hi-hat on beats 2 and 4. This regular ballad style mirrors
the lyrics that Frank sings: a simple wedding for an old-fashioned bride and groom.

43

Irving Berlin, “An Old-Fashioned Wedding” on Annie Get Your Gun (Original Broadway Cast/Bonus
Tracks), performed by Ethel Merman, Jay Blackton, and Neilson Taylor, Universal Classics Group, 1946,
streaming audio, https://open.spotify.com/track/4Zp1uuOZR0bhnuAu3HiKgf?si=4f0abf7e08614cdc.
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In contrast to Frank’s ideas of a small chapel, Annie wants diamonds, caviar, a
big reception, and more. She sings the B section, referencing her ideas for the wedding,
in a ragtime-influenced style. This song includes ragtime’s noticeable syncopated
rhythms and steady bass pattern that reinforces the meter, “alternating with mid-range
chords between the beats.”44 The upper range, then, provides the syncopation off the beat;
these syncopated motives occur prominently on the final two beats of each four-measure
subphrase. Annie’s resistance to old-fashioned ideas suits her non-legato, syncopated
melody in the lyrics.
Immediately after both Frank and Annie sing their individual melodies, they sing
concurrently during the quodlibet, forming a coexistence. The B section’s melody and
accompaniment does not change, while the only alteration in A is the addition of the
ragtime motives at the ends of the four-measure subphrases, as found in the original B.
Frank and Annie continue to sing in different ways—Frank legato and Annie less
connected—but the ballad and ragtime-influenced styles have many shared
characteristics.
Because A and B contain the same harmonies and similar accompaniment
patterns as each other in their first presentations, the overlap of the melodies is aurally
pleasing. Although the phrasing, articulation, and lyrics differ in each section to create
distinct musical associations, their contrasting styles align during the quodlibet to
establish a coexistence. Figure 3.2 lays out the juxtaposition of the two melodies, in
addition to the ensuing coexistence during the quodlibet.

44

Edward A. Berlin, “Ragtime,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.A2252241 (accessed February 25, 2022).
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0:00

0:30

1:00

1:30

A

2:00

2:30

A
B

Figure 3.2 Timeline of “An Old-Fashioned Wedding”

Lyrically, the two distinct styles follow the contradictory ideas that each character
has about the wedding. Although Frank and Annie are opposite in almost every way, they
ultimately share one thing: their love for each other. Consequently, the coexistence of the
styles during the quodlibet perfectly matches their shared desire of marriage.

All For the Best
“All For the Best” is a third straightforward example of coexistence. The story of
Godspell, the musical by Stephen Schwartz in which this song occurs, is drawn from the
Gospel of Matthew from the New Testament. The musical moves through a series of
parables from the Bible, including the Prodigal Son, the Pharisee and the Publican, and
the Good Samaritan. “All for the Best” takes place near the end of Act I, where Jesus
reminds his followers that heaven is the ultimate reward of this life. Jesus and Judas sing
the two melodies in the song, concluding with a coexistence quodlibet.
The form of “All For the Best” follows the A, B, and then quodlibet structure
found in “Lida Rose/Will I Ever Tell You” and “An Old-Fashioned Wedding.” Each time
a new section begins, a three-second prefix occurs to introduce the following section.
Both A and B end with the same melodic and lyrical content: “it’s all for the best.” This
unity foreshadows the coexistence created by the quodlibet.
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In contrast to the other two examples of coexistence, “All For the Best” includes
an extra iteration of the quodlibet at 2:28, preceded by a six-second interlude that
incorporates the musical material from the prefix to the first quodlibet. This second
quodlibet is also a coexistence, but Jesus’ followers sing each of the melodies. Finally,
the ending consists of four repetitions of the final lyrics of both melodies, “it’s all for the
best”; the word “best” is missing until the final time, and this fourth repetition also
includes augmentation. Table 3.3 displays the three main sections.

Table 3.3 Overall Form of “All For the Best”
Timing45

Section

Text

Measures

Style
Soft-shoe
Patter

0:00
0:03

Intro/Prefix to A
A

When you feel

1–2
2–32

1:07
1:10

Prefix to B
B

Some men

32–34
35–66

1:48
1:51
2:22
2:28
2:55

Prefix to Quodlibet
A+B
Interlude
A+B
Ending

66–84
85–117
118–122
123–153
153–171

The song opens with a three-second piano arpeggiation, setting up the first style:
soft-shoe. “All For the Best” features standard soft-shoe characteristics; a variant of tap
dance, soft-shoe “is performed in graceful, gliding motions to a moderate 4/4 tempo,
often with an accompaniment of only staccato chords or light percussion.”46 In addition,
this song contains improvisatory piano riffs often heard in jazz in the upper register.

45

Stephen Schwartz, “All For the Best” on Godspell (The New Broadway Cast Recording), performed by
Hunter Parrish and Wallace Smith, Ghostlight Records, 2011, streaming audio,
https://open.spotify.com/track/0jlhaIObKQCZmKRyoYYWJo?si=9b566a19f6ed4e55.
46
Pauline Norton, “Soft shoe,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.A2092710 (accessed February 26, 2022).
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At 1:07, the style shifts from soft-shoe to a ragtime-influenced patter style. When
A ends, a prefix to B occurs; this prefix increases the tempo drastically, supporting the
patter style of B. A patter song, designed to be humorous, has “the greatest number of
words uttered in the shortest possible time.”47 Within the patter song style of this song, a
common rhythmic technique is double tresillo, or grouping 16 pulses into four groups of
three and two groups of two.48 The acoustic guitar accompaniment contains this type of
syncopation most often, while Judas’ singing follows the same lyrical emphasis many
times as well. In addition to the fast lyrics, a constant shaker supports the patter style.
A prefix to the quodlibet happens at 1:48, immediately after the successive
presentations of both melodies. This prefix includes a piano playing a descending twooctave major scale with no additional harmony. Much like the prefix to B, the prefix
before the quodlibet increases the tempo again. When A and B appear simultaneously,
the tempo is approximately two times the speed of the original A.
The first appearance of the quodlibet creates a coexistence. A is unaltered, except
for the obvious tempo change and more involved piano accompaniment. The acoustic
rhythmic guitar of B drops out; although the double tresillo effect no longer takes place in
the guitar, Judas continues it in the melodic content. In addition, the more involved jazzinfluenced improvisatory piano from the soft-shoe style in A helps to maintain the patter
style. Overall, the two styles merge some of their characteristics to form a cohesive unit
during the first quodlibet.

47

“Patter Song,” Grove Music Online, https://doi.org/10.1093/gmo/9781561592630.article.21090
(accessed February 26, 2022).
48
Nicole Biamonte, “Formal Functions of Metric Dissonance in Rock Music,” Music Theory Online 20,
no. 2 (June 2014). https://mtosmt.org/issues/mto.14.20.2/mto.14.20.2.biamonte.php. Biamonte calls double
tresillo organizing “16 eighth notes in 4/4 meter into four groups of 3 and two groups of 2,” which is a
“doubling of the 332 grouping structure of the tresillo.”
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An interlude at 2:22–2:28 connects the two appearances of the quodlibet. The first
three seconds maintain the same tempo as the previous section, but the second three
seconds increase the tempo a final time. These three seconds repeat the two-octave scale
from the prefix to the first quodlibet; this time, however, it includes electric guitar in
addition to piano, referencing both the A and B sections. In the second occurrence of the
quodlibet, followers of Jesus and Judas join each melody, and they continue singing
through the end of the song. Figure 3.3 clarifies the sections and their respective suffixes,
the clash divider between A and B, and the coexistence during the quodlibets.

0:00

0:35

1:10

1:45

A

2:20

2:55

A
B

B

Figure 3.3 Timeline of “All For the Best”

Although soft-shoe and patter have different elements, the simultaneous
presentation of melodies in these two styles create a coexistence. The musical features
that the song draws from each respective style align with each other, allowing the listener
to hear unity during the quodlibet. In addition, the fact that both melodies—and
subsequently, both quodlibets—end with “it’s all for the best,” supports the coexistence.
In the three examples of coexistence in this analysis, the songs present contrasting
styles for the two melodies included in each. The coexistence of styles in the three
analyses serves to represent each melody’s dramatic content and emphasizes the
narratological interpretations of the passages. Although these individual melodies change
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in some fashion, they fully preserve their original identities. Thus, these quodlibets hold
true to Alcalde’s definition of coexistence where styles align “some of their
characteristics while maintaining the identity of their unaligned features.”49

COEXISTENCE THROUGH TRANSFORMATION
In addition to the default type of coexistence, I also include a second type, a
subcategory of the coexistence strategy, which I term coexistence through
transformation. On these occasions, the quodlibet alters one or both of the original
melodies’ musical identity in some way. Coexistence through transformation reflects
William Marvin’s second variant of quodlibet procedure: “combine songs by altering
material to fit the best one.”50 Although “best” may on occasion be subjective, the best
melody in these next two analyses not only forces the alteration of the other melody but
also supports the musical narrative. Thus, the transformation of musical material often
has dramatic and narratological consequences; however, two distinct styles can still be
heard, and therefore these quodlibets are still examples of coexistence.

I Still Believe
Miss Saigon, by Claude-Michel Schönberg, is set in Saigon during the Vietnam
War. It tells the story of Kim, a Vietnamese woman, who falls in love with an American
soldier named Chris. “I Still Believe” takes place in Act I after Chris abandons Kim,
moves back to America, and remarries an American woman named Ellen. In this song,
Kim expresses her unwavering belief that Chris will return, while Ellen sings of her

49
50

Alcalde, 161.
Marvin, “Simulating Counterpoint,” 5.
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concern for her husband’s secret past. The quodlibet consists of both women’s respective
melodies; however, the presentation of Kim’s melody entirely unaltered brings focus to
her character. Ellen must change her melody (and thus, her life) as the reality of the
situation becomes apparent.
The overall form of “I Still Believe” follows a three-part organization, labeled A,
B, and C in Table 3.4. The A section further divides into subsections A1 and A2, both of
which are in verse-chorus form. Kim sings A1; Ellen’s repetition of the melody is A2.
Ellen also sings the B section, which acts as a bridge between this structure and the
quodlibet of section C. In this case, the term bridge refers to a “passage in which a formal
transition is made”;51 it provides a contrast to the harmonic and melodic content of the
former section. In addition, it contains only nine measures,52 standard for many bridges in
popular music.
Table 3.4 Overall Form of “I Still Believe”
Timing53

Section(s)

Text

Measures

0:00

Introduction

0:18

V1

Last night I watched him

1–15

0:58

R1

I still, I still believe

16–26

1:24

R2

Yes, still, I still believe

27–41

2:04

V2

Last night I watched you

42–56

2:42

R3

But still, I still believe

57–67

B

3:08

B

It’s all over

68–76

C

3:29

R2 + Btransform

3:58

Ending

A1

A2

Style

Ballad

Sturm und Drang

76–88
Until we die

51

89–99

“Bridge,” Grove Music Online, https://doi.org/10.1093/gmo/9781561592630.article.49255 (accessed
January 28, 2022).
52
The ninth measure, measure 76, contains both the resolution of the former chord and the melodic
material for the next section.
53
Claude-Michel Schönberg, “I Still Believe – Original London Cast Recording/1989” on Highlights from
Miss Saigon, performed by Claire Moore and Lea Salonga, Universal Classics Group, 1989, streaming
audio, https://open.spotify.com/track/1BX4z8ei7VhAGDUx8XhnCe?si=4fef8b8c684d45e1.
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Within its three-part organization, “I Still Believe” incorporates two musical
styles. The first of these, the ballad, appears in section A; the verses and refrains combine
“narrative, dramatic dialogue, and lyrical passages” performed by the two solo singers.54
In contrast, the B section consists of elements characteristic of Sturm und Drang, namely
the emotion involved. This “passionate, unbridled expression”55 manifests itself through
musical aspects such as transitory harmonies and borrowed divisions, as well as through
“the obbligato (or orchestrally accompanied) recitative”56 sung by Ellen.
Since the Sturm und Drang style occurs directly after the ballad style ends at 3:08,
and since the two sections are aurally distinct from one another, the moment the music
moves from the A section to the B section is a clash divider. Note, however, that the
vocal timbre does not change when the song moves from the ballad style to the Sturm und
Drang style because the same character, Ellen, sings both A2 and B. Although this
specific musical element is not altered, harmonic, melodic, and instrumental adjustments
do occur; however, since the vocal timbre does not change, the juxtaposition may not be
as stark as it in other situations. On the other hand, a key change beginning around 3:23
anticipates the transition between B and C. This modulation indicates that the bridge is
ending and the next section—the quodlibet—will be the climax of the song. Figure 3.4
represents each of the sections and subsequent coexistence through transformation of C.

54

Porter, “Ballad.”
Daniel Heartz, “Sturm und Drang,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.27035 (accessed February 7, 2022).
56
Ibid.
55
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Figure 3.4 Timeline of “I Still Believe”

In comparison to A, the B section uses new harmonic and melodic content. In
general, both a bridge and the Sturm und Drang style typically contain rich harmonies, a
fact which is fitting since the B section originally functions as a bridge and falls under the
style of Sturm und Drang. In the case of this bridge, the harmonies contrast significantly
with the surrounding sections and lead to “the final repeat of the opening section.”57 The
harmonic progression throughout the B section includes harmonies dissimilar to those
heard in the A section. Additionally, the melody of B includes a higher range and
borrowed divisions.
During A, the harmonies revolve around D minor, hint at its relative major, and
then return to D minor in V1, V2, R1, and R3. R2 picks up in D minor but flirts with F
major again; this time, the chorus settles into C major at m. 40 instead of finishing in D
minor or F major. The following measure, however, reintroduces D minor with its
dominant seventh to bring the song back to V2. Figures 3.5 and 3.6 show the harmonic
analysis of A.

57

“Bridge,” Grove Music Online.
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V1:
V2:

d: i
V 42 i 6
V2
Last night … body … him.
Last night … more … came.
4

7

6

i
V2 i
iv V /III
And then … name … Kim.
I heard … word … name.
7

V /III III
Yes … know … ago.
And … hurts … bear,
VI 7 V
IV V7
But when … know … still.
Knowing … share … know.

Figure 3.5 Harmonic Analysis of
A Verses in “I Still Believe”

6

7

7

7

d: i i iv V /III III V /IV
R1: I still … believe … return.
7

IV
iv
III N V /III
I know … will. My heart … still.
7

F: ii V
i i
iv
Yes, still … believe.
But still … believe.
6

R2:
R3:

7

I V /IV IV
iv
I know … believing … live.
The time … nothing … apart.
I
♭VII
(V 7/III)
I’ll live. … die.
My heart … more … still.
C: ii
♭vi
vi
You … return.
V

I
d: VII
And I … why.

V

7

Figure 3.6 Harmonic Analysis of A
Choruses in “I Still Believe”
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To the contrary, B begins on a diminished seventh chord, which is striking in
comparison to the relatively straightforward harmonic language thus far in the song.
Since the B section does not center on one key, the chords have other functions than
predominant, dominant, and tonic as seen in A; they are, however, still loosely connected
by fifths. The harmonies in B are richer than those found in A. Although this richness is
in part due to the different harmonic language, it is also a result of greater involvement of
the instrumentation. As opposed to the outlining of chords in constant eighth notes found
in A, section B includes more presence in the lower register, as well as increasing
dynamic levels.
Unlike the A sections, which flirt with other keys but always return to D minor,
the harmonies in B lead to a key change. This developmental element is important not
only because it is distinct from A—A did not contain a convincing key change
previously—but also because it builds toward the quodlibet. The key change creates an
obvious end of section, beginning C a whole step above the original A section. After the
first diminished chord, the harmonies of B move through chords and their inversions
connected by the dominant of the new key of E minor, cadencing with G♭ (enharmonic of
F♯)—B—Em, where Em initiates section C, seen in Figure 3.7 below.

4

B:

6

E♭: vii° 2 I
I
6
F:
vii°7/V
B: V /vi
It's all … fear.
Chris … you?
vii° 42

6

vi
vi
Won’t you … hide?

e: Vsus
V
Isus
I need … too.

V

Figure 3.7 Harmonic Analysis of B in “I
Still Believe”
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7

Besides the harmonic differences between A and B, the melody of B also
introduces new material. Apart from the harmonic changes, the melody expands its range
and includes more complex rhythms in comparison to section A. The A section uses a
wide range, A3 to D5, which the B section extends to E♭5. B also ends most phrases on
higher notes, a technique which produces the feeling that Ellen is pleading with Chris.
Both of these range differences strengthen the more emotional, frustrated nature of the B
section.
A second difference in melody comes from the borrowed divisions. The entire
song is in 4/4, a simple time signature that typically includes duple division of the beat.
Section A follows that template, with few exceptions; B, however, primarily uses triple
division with the 4/4 framework, borrowing from standard divisions of compound time
signatures. Out of the four subphrases of B, three use borrowed divisions, while the other
subphrase ends on the highest note of the song. All four subphrases, then, incorporate
new melodic elements that assist Ellen’s passionate singing. The combination of
harmonic and melodic changes from A to B helps to establish the two distinct styles and
messages.
After the key change, the quodlibet begins and exemplifies the mixture strategy of
coexistence through transformation. During the quodlibet, both styles occur
simultaneously: the ballad style, sung by Kim, and Sturm und Drang, sung by Ellen. The
return of A’s refrain with its original identity cements itself as the dominant melody,
contrasting with material from the bridge. Unlike stereotypical bridges in popular music,
B recurs when the final A refrain (R2) returns. This extra appearance necessitates the
Sturm und Drang style of B change harmonically and melodically to fit R2. The
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prominent orchestral accompaniment and recitative style from the original B stay the
same and support the climactic role of the quodlibet; however, its melody and harmony,
although still emotional, are altered to create unity with A during the quodlibet. The
“best” melody in “I Still Believe” is the one associated with Kim, as the composer wants
the listener to feel sympathy for her condition. Therefore, “I Still Believe” falls under the
mixture strategy of coexistence through transformation.
Primarily, B takes on the harmonic language of R2, and this compliance then leads
to crucial melodic and rhythmic changes to fit the harmonic structure. The harmony in
the quodlibet is identical to the harmony in R2 but a whole-step higher.58 As mentioned
earlier, the harmonies include E minor tonicized with G major but end in D major at
4:02.59 Since the song embraces R2’s harmony in C, B’s original harmonies fall away,
shown in Figure 3.8.
G: ii
V7
e:
i
iv
For still …
I … believe.
I will … right. You are … me.
V7

R2:
Btransform:

i6

I
V 42 /IV IV 6
iv 6
As long … I … believing … live.
And I … tell
… must be.
I 64
I’ll live

D: ii
vi
…
return … why.
You can
…
now,
♭VII

♭vi
V
I
I’m yours.
Until … die.
I’m your
…
life. Until … die.

Figure 3.8 Harmonic Analysis of C in “I
Still Believe”

58
59

Although some chords are in different inversions, the harmony is still the same.
Note that the ending of C does not revert to E minor as happened in the former occurrence of R2.
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The adaptation of B’s harmonic foundation to better suit R2 causes the melody to
transform; hence, the melody of B is different during the quodlibet than during its first
iteration. Two primary melodic patterns happen throughout the original B. The first one
incorporates a minor third filled in with a passing tone, and the second includes a lower
neighbor configuration followed by an upward leap of a fourth; 3:08–3:11 and 3:13–3:16
exemplify each of the patterns, respectively. During the quodlibet, the transformed B’s
melody alters those two patterns. Heard at 3:38–3:41 during the quodlibet, a variation of
the first pattern extends the range from a minor third to a major fourth, but still includes
one intermediate note. The second melodic pattern has several modifications, including
leaping down instead of up (3:34–3:37) and leaping down just prior to the upward leap of
a minor sixth (3:43–3:46).
Section B not only consists of two main melodic patterns but also contains two
rhythmic patterns. Figure 3.9 shows both patterns in 4/4, the first using borrowed
divisions and the second using duple division.

Figure 3.9 Rhythmic Patterns of B in “I Still Believe”

The transformed B in the quodlibet uses very similar rhythms, seen in Figure
3.10; it does not alter the borrowed division pattern of the original B at all, but it does
incorporate a sequence based on a pairing of the second melodic and second rhythmic
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patterns. The melodic content of this sequence repeats three times in a row from 3:48–
3:55, while the rhythmic content follows the second pattern in Figure 3.10. The first two
iterations of this sequence mirror the same major tonality as the unaltered B’s second
melodic pattern. The third repetition, however, incorporates a half-step upper neighbor,
placing it into a minor tonality. The phrase structure of C forces this abbreviation and
repetition of the melodic and rhythmic patterns.

Figure 3.10 Rhythmic Patterns of Btransform during C in “I Still
Believe”

The necessary transformation of Ellen’s melody to fit Kim’s melody in the
quodlibet parallels the plot of the musical. Although originally entirely a contrast to A, B
significantly changes its harmony, melody, and rhythm in order to coexist with the first
melody. While an echo of the Sturm und Drang style endures, Kim’s ballad style
prevails, strengthening the narrative that she is the central character.

One Short Day
Stephen Schwartz’s Wicked, based on the novel by Gregory Maguire, tells the
story of Elphaba, later known as the Wicked Witch of West, and her journey from
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troubled childhood to infamous adulthood. Along the way, she meets characters familiar
from The Wonderful Wizard of Oz, including Galinda (later Glinda the Good Witch),
Fiyero (the Scarecrow), and Boq (the Tin Man). Rather than a retelling of The Wonderful
Wizard of Oz, this Broadway musical is a prequel that explains key storylines that occur
before the events of that book. “One Short Day,” on which this analysis will focus, occurs
near the end of Act 1 of Wicked, when Elphaba and Galinda decide to visit the Emerald
City and see the Wizard. The technical elements of this song reinforce the emotions
created by the storyline.
Table 3.5 shows the overall form of the song. The song’s structure consists of an
introduction and three distinct musical sections, indicated by A (further divided into A1
and A2), B, and C. Although lasting for only a short time, the quodlibet at 2:09 displays a
transformation of A that is crucial to the song’s narrative.

Table 3.5 Overall Form of “One Short Day”
Timing60

A

B
C

Section

Text

Measures

Style

0:00

Spoken

Come with me

0:04

Introduction

One short day

2–11

0:26

A1

One short day

12–21

Gospel pop

0:46

A2

There are buildings

22–36

Broadway pop

1:16

A1

One short day

37–45

Gospel pop

1:36

Interlude

1:42

Prefix

1:44

B

2:09

A1transform + B

2:22

Ending

46
Who’s the mage

Vintage Broadway
47–54

What a way

60

55–73

Stephen Schwartz, “One Short Day” on Wicked (Original Cast Recording/Deluxe Edition), performed by
Kristen Chenoweth and Idina Menzel, Decca Broadway Records, 2003, streaming audio,
https://open.spotify.com/track/0FD6tpo88qkJmdaAyvR1yU?si=f31ce63abebe4176.
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“One Short Day” exhibits three musical styles: gospel pop, Broadway pop, and
vintage Broadway (even showing the influence of Tin Pan Alley). Schwartz marks the
score as “joyfully bouncy” for all of A and B, but each individual subsection presents a
different style. A1 displays the gospel pop style, characterized by syncopation,
tambourines, and shakers,61 while A2 (and later, a distorted A1) shifts to Broadway pop.
This second style differs from gospel pop only slightly, in that the accompaniment has
significantly less syncopation than the gospel-influenced section and the vocals are more
lyrical. A notable precedent for the gospel pop style is “Brand New Day” from The Wiz.
This musical reframes the story The Wonderful Wizard of Oz in African American
culture. Schwartz’s gospel pop in “One Short Day” contains similar musical elements and
overlapping storylines to the older musical.
With the arrival of B comes the introduction of the third style: vintage Broadway.
The classic showtune style expresses musical characteristics such as stop-time, oom-pah
bass, and jazz-influenced vocals. Much like the gospel style, the vintage style is atypical
in Schwartz’s work. It is more characteristic of musicals by composers such as Jerry
Herman, who wrote several Broadway shows, including Hello, Dolly! and Mame. Since
Schwartz’s music does not habitually sound like Herman’s or other composers of this
style, the vintage Broadway in Section B of “One Short Day” is marked, both in this song
and his compositions as a whole.
Two musical characteristics in “One Short Day” help to identify each subsection.
First, the rhythm is distinctive in all three styles. The main rhythmic technique this song

61

In fact, the introduction hints at the gospel pop style at 0:18, where the tambourines and shakers first
enter.
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employs in the melodies of A1 and B is tresillo and double tresillo,62 a type of
syncopation where rhythms are grouped into threes and twos. Every measure of both
instances of A1 uses this syncopation to emphasize the “and” of beat 2 rather than the
expected beat 3; this grouping dissonance occurs in both the melodic and instrumental
lines. Figure 3.11 shows the rhythm of m. 12 and m. 17 of A1, exemplifying a double
tresillo.

m.
12

2

3

m.
17

4

1 2 3 1 2 3 1 2 3 1 2 3 1 2 1 2

2

3

4

1 2 3 1 2 3 1 2 3 1 2 3 1 2 1 2

Figure 3.11 Double Tresillo in the Melody and Accompaniment of A1 in “One Short
Day”
Section B also uses consistent double tresillo, but additionally makes use of
staccato and eighth rests to create a stop-time feel. Figure 3.12 illustrates the melodic
groupings of the two subphrases of B when placed into the strict 4/4 framework.
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Figure 3.12 Double Tresillo in the Melody of B in “One Short Day”
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Biamonte, “Formal Functions.” Biamonte calls double tresillo organizing “16 eighth notes in 4/4 meter
into four groups of 3 and two groups of 2,” which is a “doubling of the 332 grouping structure of the
tresillo.”
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Section A2, in contrast, utilizes syncopation every other measure,63 beginning in
m. 23 and lasting through m. 32. Although A2 includes syncopation, it does not include
the tresillo rhythm. The syncopation in this case most often results from two straight
eighth notes modified to be a combination of two sixteenth notes and an eighth note, as
Figure 3.13 shows. In addition, the instrumentation lacks staccato, rests, and accents; this
style contrasts starkly with A1 and B, supporting the Broadway pop style of the section.

Figure 3.13 Two Syncopated
Rhythms in A2 in “One Short
Day”

As well as functioning as a rhythmic device, the syncopation in both A and B
represents the lyrical content of the song. “One Short Day” tells the story of Elphaba and
Galinda going to the Emerald City to meet the Wizard. At the beginning of the song, they
have not yet met him and are therefore anticipating the encounter. The musical content
A1, as well as the lyrical content, depicts this anticipation: rhythms (and thus, lyrics) in
the syncopated melody often comes earlier than expected, intensifying the sense of
anticipation that the characters feel. As the song progresses and the characters get nearer
to the Wizard, most of the syncopation disappears, signifying that their anticipation will
soon be fulfilled.

63

The one exception is measure 30.
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In addition to the rhythmic techniques, “One Short Day” uses two clear vocal
groups to distinguish the subsections. The singing throughout A and B incorporates both
of the distinct vocal groups existing in this song: the pairing of Galinda and Elphaba
(termed soloists from now on), and the ensemble. These two groups provide structure for
sections A and B. The ensemble sings in section A1, followed by the soloists in A2, after
which the ensemble and soloists alternate in the return of A1; the ensemble alone
performs in B.
The soloists both alternate and sing together. In A2, for instance, Elphaba sings
measure 22; Galinda and Elphaba each have solos in measures 23 and 24, and then they
finally sing together. This type of exchange reflects their different personalities and
attitudes toward life: Galinda sings about palaces and salons, while Elphaba focuses on
the color green. In contrast to A and B, section C presents both vocal groups at the same
time on dissimilar melodies—the individual melodies of a distorted A1 and B are sung in
unison concurrently.
In combination with these two groups, the vocal harmony (or lack of harmony) is
unique in each subsection of A and B. A1 contains unison singing exclusively, while A2
involves only eight seconds of harmony between the soloists, consisting of thirds and a
fourth. Only in the second A1 does the ensemble ultimately split into harmony; the
harmony in this subsection contrasts to A2 and includes a mixture of mostly thirds and
sixths. A2 concludes with the combination of both vocal groups singing at 2:01, mirroring
the same harmony as earlier in A2. The five-second harmony created in B, however,
depicts a more complex harmony. Starting in sixths, it moves to three notes of close fourpart harmony, continues in thirds, and concludes in triadic harmony. Thus, the shifts in A
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and B between unison and part-singing aurally signify each subsection and help establish
the structure of the song.
“One Short Day” demonstrates the mixture strategy of coexistence through
transformation in its use of A1 in the quodlibet. A1 first appears in the anticipatory,
syncopated gospel pop style, appropriate since Galinda and Elphaba are eager to
experience the Emerald City. When their melody comes back, however, not only is it
transformed, but also it is in the style originally presented in A2 by the citizens of Oz.
Thus, Galinda and Elphaba are seduced by the “best” melody: the Broadway pop style of
the Ozians. Figure 3.14 shows the clash dividers incorporating juxtaposition clashes, as
well as the strategy of coexistence through transformation.
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1:00

A2
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2:00

A1

2:30

A1transform

A1
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Figure 3.14 Timeline of “One Short Day”

Several musical features change and cause a transformation of the identity of A1
into Broadway pop. The main altered feature is the rhythm. Instead of anticipating the
beat through the tresillo and double tresillo technique, the rhythm falls on the beat,
causing A1 to lose its rhythmic identity. The only exception occurs in measures 49 and
53, where the soloists sing a half-note triplet rhythm that produces a three-against-four
feel. In addition, each word takes double the amount of time as before: what previously
took only four measures in the original A1 now extends to eight measures. This
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prolongation is striking in comparison to B, which is still recognizable in its original
form, as is clear in Figure 3.15; however, the melodies, harmonies, and overall musical
identity align to create a coexistence.
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52
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53
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554

Figure 3.15 Rhythm of Transformed A1 and Original B in the Quodlibet of “One Short
Day”
The change of rhythm influences both the vocal and overall style. No longer do
Elphaba and Glinda sing using staccato and accents; they shift to legato, a contrast both
to the gospel pop they sang before and to the vintage Broadway occurring simultaneously
in this section. Furthermore, with the elongation of each note, the legato vocal style is
easier for the soloists to apply, as it provides more time for them to produce a smooth
line. The overall style no longer is gospel pop but takes on the more lyrical, less
syncopated style of Broadway pop that is representative of the characters’ emotions when
they finally meet the Wizard. Since this style change of A1 occurs simultaneously with
the expression of the first style through B, the quodlibet is integral to the mixture strategy
of coexistence through transformation.
Immediately after the quodlibet, 2:22–2:27 of section C involves both vocal
groups singing the melody of A1 in the newly transformed style. The only discrepancy in
terms of this style comes from the accompaniment; it is still in the vintage Broadway
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oom-pah style from the phrase before, resisting the Broadway pop. The legato singing of
the vocal groups, however, overtakes the instruments’ style, thus cementing the
establishment of the transformed A1 style for a short time.
Although the melody directly after 2:27 hints back to the original A1, the use of
ritardando as well as the instrumental repetition lends itself to the Broadway pop style.
This center section of C finds the soloists singing not only as a duet, but also alternating
solos, as is common in A2 (the main section associated with Broadway pop). In this
slower, more serene moment, the characters reflect on their friendship and shared journey
to meet the Wizard. Finally, a specific marking in the score at measure 67, labeled
“tenderly,” further confirms that the Broadway pop style is preeminent at this point.
The song concludes its final five measures with an echo of the original, unaltered
A1. This change is abrupt, as the former two measures are marked as “tenderly.” The
score indicates a return to the first tempo, and the accompaniment adds back the tresillo
effect. Both vocal groups use syncopation again and finish the same way they started:
“joyfully bouncy.” This return is supremely fitting, since they have just been told, “The
Wizard will see you now!” All of the pent-up anticipation is about to become reality.
“One Short Day” features three distinct musical styles throughout. In each
section, both the soloists and the ensemble take on different roles, whether they are
performing the harmony or melody, or not performing at all. At the same time, they are
consistently portraying the labeled style. Through the use of a transformed A1, the song
provides an important contrast: the characters’ excitement to be in the Emerald City
versus an emotional longing and reflection. The coexistence through transformation
presented in “One Short Day” forms the expectation that the song will finish in the
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Broadway pop style. Despite this prediction, the overall narrative of the song prevails; the
musical concepts associated with anticipation and excitement triumph.

CLASH
A second mixture strategy, clash, also plays an important role in Broadway
quodlibets. Clashes that occur when two melodies or styles appear in succession are
called juxtaposition clashes. As the analyses above have shown, juxtaposition clashes
(and clash dividers) are a common occurrence in Broadway quodlibets when a composer
moves quickly from one melody or style to another. Much less common are overlap
clashes. These clashes happen when two dissimilar melodies or styles are heard
simultaneously and cannot accommodate each other, resulting in much more friction than
one expects from a coexistence.

Dancin’
“Dancin,’” a song from the musical Xanadu by Douglas Carter Beane, Jeff Lynne,
and John Farrar, is an example of an overlap clash. It includes two clear musical styles,
40s swing and 80s rock, which have disparate musical elements that provide obvious
clash in terms of instrumentation, singing style, and pulse division. The song introduces
the two styles first through juxtaposition and then through overlap.
Xanadu tells the tale of an unsuccessful artist, Sonny, and a Greek Muse named
Kira. They originally meet when Kira, disguised as a human, roller skates on the beach;
this pastime and subsequent interaction inspires Sonny to open a roller disco, as it
combines both artistic and athletic elements. In turn, he meets a real estate agent named
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Danny, and the three of them decide to open the roller disco together. “Dancin’” falls in
the middle of Xanadu, where Sonny and Danny both imagine what the music in the disco
should sound like. Danny is adamant that 40s swing is most appropriate for its patrons,
while Sonny argues for 80s rock; thus, the juxtaposition clash of the two styles mirrors
the tension apparent in the storyline.
“Dancin’” introduces the swing and rock sections individually as verse-chorus
forms. Table 3.6 denotes the swing section as A1 and A2, representing the verse and
chorus, respectively, while the rock section is labeled as B1 and B2. A2 ends with an
instrumental suffix at 0:55, while at the same time Sonny has spoken dialogue and argues
that the disco should feature his style. This combination of suffix and spoken interlude
foreshadows the juxtaposition clash of the two styles: A ends and B begins.
After the full presentation of both A and B, the expectation might be for an
overlap clash to occur or for the song to end; however, A2 and B2 alternate a final time.
Because only four measures (five seconds) of each respective melody happens, less time
elapses between the changes of style. This quick interchange illustrates the debate
between Sonny and Danny, as if each style is wrestling to be the most important. Finally,
both styles occur simultaneously, forming the quodlibet.
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Table 3.6 Overall Form of “Dancin’”
Timing64

Section(s)

0:00
0:08
0:36
0:55

Spoken Intro/Prefix
A1
A2
Suffix/Spoken Interlude

1:01
1:05
1:24

Prefix to B
B1
B2

Lover, I want to let you know
Lover, I won’t take a back seat

1:42

A2

I wanna dance with you

40s Swing

1:47

B2

Ah, got some dancin’ to do

80s Rock

1:52
1:57
2:16

Prefix (clash overlap)
A2 + B2
Suffix

Text
Anybody blue
Forget about the blues

Measures

Style

1–4
4–27
28–43
44–49

40s Swing

50–53
54–77
78–93

80s Rock

102–104
105–122
123–127

The musical elements of 40s swing and 80s rock are inherently dissimilar,
especially regarding instrumentation and pulse division. First, the swing section
incorporates piano, soft strings, light percussion, and a trio of treble voices. These
instruments are representative of swing music and reminiscent of the big band style. The
piano includes a walking bass that outlines the harmony; the piano also uses a jazzinfluenced improvisatory style in its upper register, filling in the spaces where no vocals
occur.
The rock section, in contrast, features “an energetic driving rhythm and heavy
insistent beat”65 performed by electric guitars and heavy percussion. In addition, the
musicians are led by a lead singer, with backup vocalists providing reinforcement on both
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John Farrar and Jeff Lynne, “Dancin’” on Xanadu: Original Broadway Cast Recording,
performed by Curtis Holbrook, Anika Larsen, Kenita Miller, André Ward, Kerry Butler, and Tony Roberts,
PS Classics, 2012, streaming audio,
https://open.spotify.com/track/6psj11pouYm1tApOIKvLtf?si=26929550a6e24064.
65
“Rock and Roll,” In The Hutchinson Unabridged Encyclopedia with Atlas and Weather Guide, edited by
Helicon, Helicon, 2018,
https://login.pallas2.tcl.sc.edu/login?url=https://search.credoreference.com/content/entry/heliconhe/rock_an
d_roll/0?institutionId=6481 (accessed February 3, 2022).
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the melody and harmony. The emphasis on these elements, as well as the more
synthesized sound, characterizes the 80s rock style. While the swing style places the
vocals at the center of focus, the rock section treats the instrumentation as equal to, if not
more important than, the vocals.
The singing techniques in each style contrast significantly with the other. The
swing style demonstrated in “Dancin’” includes close three-part harmony sung in head
voice by the female vocalists. The overall atmosphere of the vocals is that of relaxation,
exhibiting a peaceful blend of harmony and melody. The 80s rock, however, uses chest
voice and belting. Overall, the contrast of the two styles is most evident in the roles that
the instruments play and the ways the voice is used.
Secondly, the pulse division differs in each of the styles. While both include a
type of microdivision of the beat, a significant distinction exists. Section A includes
swung rhythms that feature “asymmetrical eighth notes.”66 In this case, the first eighth
note in a two-part pulse division is slightly lengthened, and the second one is slightly
shortened. In A1 and A2, both the vocals and accompaniment contain this durational
inequality. On the other hand, the rock style incorporates a rhythmic device where a note
occasionally falls an eighth note early, both in the guitars and the vocal lines. In both
styles, however, each quarter note beat in 4/4 is consistent and provides a framework in
which these rhythmic devices can occur. The walking bass serves as the framework in the
first style, while the drums keep the steady beat in rock.
Because the instrumentation, pulse division, and overall musical characteristics of
40s swing and 80s rock are intrinsically contradictory, the two styles create clash even
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Howard Spring, “Swing,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.A2258226 (accessed February 3, 2022).
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when presented successively. Furthermore, since neither style changes its fundamental
identity during the quodlibet, they create an overlap clash. Figure 3.16 shows the
juxtaposition and overlap clash throughout the song.

0:00
A1

0:30

1:00

1:30

2:00

A2
B1

B2

Figure 3.16 Timeline of “Dancin’”

The overlap clash formally begins at 1:52 with an instrumental interlude that
introduces the two contrasting styles. During this four-measure interlude, the vocal focus
is on the swing style, while the instrumentation continues the rock style. The layering of
the two styles during this interlude provides a look at the previous juxtaposition section,
but it also hints at what is to follow. Therefore, although serving as an interlude between
main sections, 1:52–1:57 more importantly acts as a prefix to the quodlibet. The musical
material from the prefix reappears in the last five measures of the song, this time
functioning as a suffix to the quodlibet and ending on tonic.
The quodlibet (a continuation of the overlap clash) commences at 1:57, where
both A2 and B2 appear simultaneously in their respective styles. B2 is entirely unchanged.
A2 preserves its overall swing style while adjusting two musical elements, although these
adjustments do not challenge the fundamental identity of A2. First, A2 adopts the
instrumentation of B2—that is, A2 does not carry over any instrumental accompaniment
from the first presentation. It contains accompaniment only because it occurs
concurrently with an unaltered B2.
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A second adjustment is that A2’s harmony conforms to the harmony of B2. In
general, the first A2 changes chords twice as fast as B2; when A2 adopts B2’s harmony in
the quodlibet, A2 loses its intermediate harmonies, leading to another small alteration of
A2: a single melody note. In measure 115, A2 includes a D; the corresponding measure in
the first presentation of A2, 38, includes a D♭. This lone melodic change stems from the
slower harmonic rhythm. A2 originally moves to a B♭ minor chord in measure 38, but that
chord is missing in the quodlibet and instead stays on B♭ major for twice as long.
Therefore, D♭ is dissonant and must be changed.
Regardless of these slight adjustments, two elements support the label of clash for
this example: the largely unaffected A2 and the inherent theatrical clash of the melodies.
Since the vocal style, overall melodic content, lyrics, and rhythms of A2 stay unaltered,
the two melodies still produce the aural perception of clash during the quodlibet. In
addition, the dramatic context of the song pits the dueling melodies against each other,
again confirming the clash.
One aspect of the recording itself that reinforces this clear clash of styles is the
use of panning. Throughout the juxtaposition section, A and B are centered within the
soundbox;67 during the quodlibet, however, the recording expands laterally, panning A to
the left and B to the right. Although not panned fully to either side, this slight aural
adjustment gives the distinct impression that these styles are undoubtedly separate from
each other.
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Allan F. Moore, Song Means: Analysing and Interpreting Recorded Popular Song (Surry, England:
Ashgate Publishing, 2012): 31. In his book Song Means, Allan F. Moore describes soundbox as “a way of
conceptualizing the textural space that a recording inhabits, by enabling [one] to literally hear recordings
taking space.”
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“Dancin’” provides an instance where both juxtaposition and overlap clash occur.
The contradictory musical features contained in each style, in addition to the aural aspects
of the recording, generate friction. Both types of clash, then, illustrate the storyline
perfectly. Although in disagreement, Sonny and Danny finally agree that the name of the
disco should be Xanadu, in spite of their differing opinions on music.
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CHAPTER 4: 96,000
The story of In the Heights, a musical written by Lin-Manuel Miranda, centers on
Usnavi, a bodega owner who longs for a better life. During a blackout in the Washington
Heights section of New York City, the many characters besides Usnavi, including Sonny,
Benny, Vanessa, Abuela Claudia, and Nina, wrestle with how to celebrate the community
in which they live while not abandoning their family roots. Due to the gentrification and
rising rent in the area, the characters save every penny they have; Usnavi in particular
dreams of moving back to his native Dominican Republic and opening a bar. In addition
to saving their own money, the characters focus on a winning lottery ticket that the
bodega has sold. The song “96,000” from Act I of In the Heights describes what the
characters would do if they won the $96,000 from the lottery (spoiler: Abuela Claudia
has the winning ticket but dies during the blackout, so the money is split between Sonny
and Usnavi).
“96,000” comprises six distinct sections marked by different musical styles. These
styles, which include hip-hop, R&B, reggae, and Latin American dance, are indicated in
the piano/vocal score, and are aurally marked by dissimilar musical elements, including
accompaniment patterns, timbres, rhythms, and modes of vocal technique and production
that are typical to each style. Miranda frequently moves from style to style with little or
no transition, creating juxtaposition clashes that mark formal boundaries. He then ends
the song with a quodlibet in which he showcases music from five of the six sections
layered on top of each other, creating an overlap clash of considerable complexity.
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CHARACTERISTICS OF THE SIX SECTIONS
Table 4.1 shows the formal structure of 0:00–3:53 of “96,000.” As the table
indicates, the song is divided into six sections, labeled P, A, B, C, D (split into two parts),
and E, and then concludes with a quodlibet. Each section has a recognizable style. For the
most part, Miranda often moves from style to style with little or no transition. These
moments can mostly be described as clash dividers through juxtaposition clashes,
although the trajectory mixture strategy also plays a role.

Table 4.1 Overall Form of “96,000”
Timing68

Section

Text

Measures

–1–
2–5

Style

0:00

Prefix to P (a)

0:03

P

Ninety-six thousand

0:14

A

If I won the lotto

6–17*

1:10

P

Hip-Hop à R&B

1:21

B

For real though

1:43

Suffix to B

–
18–25
–26–

1:46
1:48

Prefix to C
C

Check one, two, three

27–42

Dance-Hall Reggae

2:11

Prefix to D1 (a)

2:13

D1

2:46

Prefix to D2

2:50

D2

3:29

P

3:32

E

3:54

Quodlibet

Hip-Hop

R&B

43–44
It’s silly
Yo, with ninety-six thousand
If I win the lottery

–
–
–
–
45–52

Hip-Hop

Latin American Dance

–53–

Three of the sections of “96,000” contain stylistic characteristics found in hip-hop
music. Miranda’s choice to use this style resonates with the story, place, and characters of
68

Lin-Manuel Miranda, “96,000” on In the Heights (Original Broadway Cast Recording), performed by
Andrea Burns, Christopher Jackson, Janet Decal, Lin-Manuel Miranda, Robin de Jesus, and Seth Stewart,
Sh-K-Boom Records, 2008, streaming audio,
https://open.spotify.com/track/0mqcxeYg1b57YjniPNTtQ6?si=52cc606070a841bc.
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In the Heights. Outside of music, hip-hop embraces “fashion, language, and lifestyle”69
(or more broadly, a culture); musically, hip-hop is seen by some as synonymous with the
genre of rap.70 The culture represented in In the Heights is primarily poor and workingclass Dominican Americans in Washington Heights. Since hip-hop “materialized in the
socially marginalized black and Latino neighborhoods of New York City,”71 the
characters’ use of hip-hop and rap to manifest their emotions holds true. The main
characteristic of rap found in “96,000” is the “semi-spoken rhymes declaimed over a
rhythmic musical backing.”72 The lyrics themselves center on rhyming quickness,
creativity, timbre, and flow, while the musical accompaniment focuses less on the
harmonic content and more on interaction with the lyrics.73 The P, A, D1, and D2 sections,
as well as the subsequent overlap clash, shown in Table 4.1 all contain hip-hop.
Section P occurs five times during “96,000.” A majority of the time, P consists of
four measures, in which a character raps “ninety-six thousand” for the first half of every
measure, followed by other text in the latter half. The harmonic language of P typically
implies a pedal tone, as it revolves around a I chord but hints at ♭II, ♭VII, and IV; it
ultimately adopts an entirely different chord progression during the quodlibet while still
preserving the hip-hop style.
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Felicia M. Miyakawa, “Hip hop,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.A2224578 (accessed January 15, 2022).
70
Damon Chandru Sajnani, “Hip-Hop,” In Keywords for African American Studies, by Erica R. Edwards,
Roderick A. Ferguson, and Jeffrey O.G. Ogbar (New York: New York University Press, 2018),
https://search-credoreference-com.pallas2.tcl.sc.edu/content/entry/nyupresskas/hip_hop/0.
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Gary W. Pritchard, “Hip-Hop Culture and Rap Music,” In Encyclopedia of Race and Racism, edited by
Patrick L. Mason, 2nd ed. (Farmington Hills, Michigan: Gale, 2013,), https://search-credoreferencecom.pallas2.tcl.sc.edu/content/entry/galerace/hip_hop_culture_and_rap_music/0 (accessed January 17,
2022).
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David Toop, “Rap,” Grove Music Online, https://doi.org/10.1093/gmo/9781561592630.article.A2225387
(accessed January 15, 2022).
73
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Section A incorporates conversational rapping from four different characters.
While A follows the same harmony as P, it includes different timbres that distinguish it
from P. At 0:36, the song introduces an electric guitar playing a ♭2 lick, indicating a
heavy metal association coexisting with the hip-hop drums, vocals, and keyboard. To
begin the song, however, a synthesizer plays the same guitar lick. This unexpected timbre
on the riff subtly distorts the timbral association with heavy metal. Thus, the subsequent
introduction of the electric guitar confirms the heavy metal association by playing the
same musical content as the synthesizer.
D1 and D2 contain one character rapping for each, yet these sections still follow
the same harmony as the other two hip-hop sections. Like A, D1 contains elements of
heavy metal, especially with the presence of electric guitar at 2:25. D1 still adheres to the
constant eighth note bassline centered around tonic found in both P and A; D2, on the
other hand, alternates between the root and fifth of the tonic triad, steps to the upper
neighbor, and even occasionally drops out all chords except on the downbeat. Although
this changed bassline still has the effect of a pedal tone, D2 distinctly differs from the
other hip-hop sections in its association with acid hip-hop instead of heavy metal. This
style incorporates heavy, distorted guitars and aggressive beats.74 Thus, even though
these four sections are all labeled as hip-hop, each one contains unique characteristics
that distinguish it from the others.
A second style encountered in “96,000” is R&B. Rhythm and blues encompasses
many different styles of music, but several specific characteristics appear in this song.75
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Hagaki, “acid rap,” Urban Dictionary, https://www.urbandictionary.com/define.php?term=acid%20rap
(accessed February 11, 2022).
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Howard Rye, “Rhythm and Blues,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.23336 (accessed January 15, 2022).
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Section B illustrates R&B in its thicker instrumentation, syncopated rhythms, and solo
singer in both of its four-measure phrases. In addition, the chord progression found in the
two phrases moves through a tonic, predominant, dominant structure, while maintaining
the extended harmonies that often occur in R&B.
Dance-hall reggae, a style related both to hip-hop and R&B, emerges in C.
Referencing Jamaican popular music, reggae is influenced by “instrumentation of the
swing bands and the pulse of rhythm and blues.”76 Dance-hall, specifically, is defined as
“a style of reggae music that incorporates hip-hop and rhythm and blues elements.”77 The
cut-time in C immediately generates contrast with the previous hip-hop and R&B
sections, even though some musical elements overlap. A characteristic found in reggae
that is present in “96,000” is the emphasis on the afterbeat.78 In the score, not only is a
chord played on the final beat of almost every measure of C, but also, those chords are
marked with an accent and articulated as staccato; this emphasis, in addition to the typical
instrumentation of reggae,79 provides yet another style in the song.
The final style presented in “96,000” has its roots in Latin American dance.
Regardless of the specific Latin American dance represented in section E, the bongos in
the accompaniment suggest a slow dance.80 This feature, along with the lyrical singing
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and syncopation, provides a stark contrast to the previous styles. Although four distinct
styles occur in “96,000,” Miranda seamlessly moves from one to another. When
presented during the quodlibet, each style retains its original identity and creates a clash
with the other styles. While these clashes serve to distinguish the characters and their
individual hopes and dreams at the tantalizing prospect of winning $96,000 in lottery
prize money, by the end of the song, they sing in unison, showing that fundamentally
they all have the same goal. Figure 4.1 shows the timings of the six main sections,
including juxtaposition and overlap clashes and moments of coexistence, distortion, and
trajectory. The figure will be explained in more detail below.
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Figure 4.1 Timeline of “96,000”

PREFIXES AND SUFFIXES
As Alcalde writes, not all clashes are abrupt. In fact, there is a “spectrum of clash
harshness,”81 which indicates that an overlap clash is the harshest, abrupt juxtaposition is
in the center, and at the other end are the mildest clashes, juxtaposition with a brief
transition. At first glance, the juxtaposition clashes between sections in “96,000” appear

81

Alcalde, 157.
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abrupt because the sections exhibit significant stylistic differences, thus falling in the
center of the spectrum. However, Rothsteinian prefixes and suffixes, often featuring a
recurring motive, serve as connective tissue between many of the sections. These formal
units are often short, but in fact encourage the listener to hear the juxtaposition section of
the song as a cohesive unit with mild clash harshness.
In m. 1, Miranda introduces the motive that will recur throughout the song at
different metrical levels of formal transition. This motive, labeled a in Figure 4.2,
appears eleven times between 0:00 and 3:53, including at moments where a juxtaposition
clash happens. As Figure 4.2 shows, Miranda uses a just prior to the beginning of P, A,
B, D1, D2, and E.82 The motive a most commonly functions as a prefix to a new phrase or
new major section, especially when a phrase contains no tonal motion or melodic
material to indicate that a phrase is ending. In 2:10–2:14, a links a double-time tempo
from the previous material of C to Tempo I, which begins with D1.83 In this case, a
functions like a transitional prefix; it is reestablishing the first tempo, which is the context
where a was originally heard.
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Figure 4.2 Placement of a Within the Main Sections of “96,000” from 0:00–3:53
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Motive a is typically unaltered except occasionally the first note is played one beat early and tied to the
quarter of the full measure. In addition, 1-2 instances of this motive are only partially completed.
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In the score, E begins in measure 45, but the score leaves out D1 and D2 completely in 0:00–3:53.
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Once again, a appears at 2:44, the end of section D1, but this time the motive is
truncated because the last three notes are missing. The shortened version of a is even
more noticeable because section D2 does not begin immediately thereafter. In fact, an
additional measure, serving as a prefix to section D2, separates the motive from the
beginning of this next subsection. This prefix is unlike the links discussed thus far, in that
it includes rising pitches in voices and instruments, climaxing on the downbeat of the first
measure of D2 at 2:50. Thus, the truncation and separation of the motive from the
beginning of this section is a helpful marker to the listener because although the texture
does change, the overall style remains hip-hop.
Another suffix-prefix combination connects sections B and C together. B ends
and C begins at 1:45.84 A suffix to B occurs at 1:43–1:45, as it is in Tempo I and follows
the style of B. On the other hand, 1:45-1:48 is in double-time, foreshadowing the style
and double-time tempo of C; therefore, those three seconds are a prefix to C, rather than
continuing the suffix to B. Instead of that suffix-prefix combination acting as one large
section, they are short contrasting sections that conclude one stylistic idea before
introducing the next one.
Section P also acts as a connecter in “96,000.” Although labeled as one of the six
main sections, primarily because of its prominent appearance in the quodlibet, P also
serves as a link between other main sections. After section A, P happens again at 1:10;
this time, while the text “ninety-six thousand” stays the same, the other text changes. A
partial P section appears at 3:29–3:31; as seen in Figure 4.2, these two seconds contain a.
The presence of the first quarter of P and a simultaneously provides additional support
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B ends in m. 25, and C begins in m. 27, although the score leaves out two measures after 26 and before
27 that are heard in the recording. The two measures omitted after 26 are in double-time.
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that P can also work as a prefix. This version of P is distinctly softer and functions as a
transitional measure before E, a section distinguished by lyrical singing. Since a is a
strong indicator of a new section, the pairing of both P and a strengthens the prefix label
of P.
P occurs for a final time at 5:13, with the distinct difference that it is entirely
sung. During this climactic conclusion of the song, a group sings “ninety-six thousand”
three times but includes the same rhythmic content as the prior raps. The extra volume
afforded by a group both carries the energy from the quodlibet portion (3:53–4:38) and
anticipates the end of the piece. P serves a dual purpose: as a prefix to main sections and
as a main section in and of itself because of its presence during the quodlibet. In
conclusion, a and P introduce five of the six main sections in some way, and the final
section is indicated by the suffix-prefix combination between B and C.

TRAJECTORY WITHIN PREFIXES AND SUFFIXES
A short trajectory mixture strategy occurs from 1:10 until section B begins at
1:21. Alcalde’s trajectory strategy includes music that gradually changes from one style
to a contrasting style. In this song, the transition is from hip-hop to R&B. Trajectory is a
compound strategy, meaning it incorporates at least one of the other three mixture
strategies. In this example of trajectory, the additional mixture strategy is vague; some
R&B elements are gradually added, so one could hear it as any of the three other mixture
strategies: a distortion of hip-hop, a coexistence between hip-hop and R&B, or an overlap
clash of hip-hop and R&B. Regardless of the ambiguity of mixture strategies and the
brevity of the trajectory itself, this segment of “96,000” shows a clear trajectory.
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Examples of trajectory occur in three stages: Stage 1 presents the first style, Stage
2 acts as a transition, and Stage 3 establishes the second style. The first style in this
example is hip-hop; although this style does not begin at 1:10, section P reappears here
and reiterates the hip-hop style. As mentioned in the previous section on suffixes and
prefixes, the text “ninety-six thousand” stays the same in this P, while the other text
changes. Furthermore, the gradual addition of brass at 1:14 and singing of “ninety-six
thousand” at 1:17 initiates Stage 2, as these musical elements are part of the R&B style.
Additionally, the motive a appears at 1:18 but contains brass rather than the bell-like
timbre from the other occurrences during the hip-hop sections. The singing and
instrumental change foreshadow the R&B style that appears in the next measure.
Likewise, a confirms that a new section, B, will commence. This P section, then, acts as
a prefix to B rather than a distinct section. Finally, at 1:21, Stage 3 establishes the R&B
style. Thus, the use of trajectory in P from 1:10–1:21 weakens the juxtaposition clash
between hip-hop and R&B.

PHRASE INDICATORS
As a reminder, Rothstein limits phrases to sections of music that have complete
tonal motion. The first complete tonal motion in “96,000” would suggest that the first
phrase ends in a half cadence at 1:30. The lack of tonal motion (most of 0:00–1:21 only
includes a pedal G harmony) is but one factor in this music. The lyrics, instrumentation,
and other factors suggest that multiple phrases have occurred until this point. For this
analysis, then, these other factors will be taken into consideration in order to determine
where phrases and subphrases occur.
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One main indication of phrase boundaries is the appearance of a. As well as
signaling that a new section is starting, a also marks new phrases and subphrases within
each section. Sections P, A, and D1 incorporate this concept the most. In fact, a often
occurs every four measures, reinforcing normative phrase and subphrase structures.
Figure 4.2 from earlier in this analysis shows specific instances where a appears.
Section D2 also lacks complete tonal motion, as it includes similar harmonic and
melodic material to P, A, and D1. In D2, in addition to the appearance of a, three other
factors—which character is performing, lyrical content, and instrumentation—support
hearing normative four-measure phrase (or subphrase) structures in P, A, D1, and D2.
Although they will be discussed individually, it will also be shown that at least two of
these four elements are used in combination to mark phrasal boundaries.
A clear example of how which character is performing encourages hearing phrase
boundaries occurs when the character of Benny concludes his rapping at 0:36 and Usnavi
interjects, signaling that a new phrase is beginning. It is important to note that the shifting
between characters does not automatically illustrate that a new phrase begins. Benny’s
conclusion at 0:36 marks the end of an eight-measure segment that began at 0:14,
suggesting a natural phrase boundary. But the four-measure segment at 0:36–0:47
includes rapping by three different characters, and the entrance of each character
certainly does not indicate the presence of three different phrases. Therefore, an exchange
from one character to another often indicate a phrase boundary when combined with one
of the other three factors.
A second factor is the lyrical content. A change in rhythm and rhyming emphasis
of the lyrics has an impact on where phrases are heard. This technique first occurs at
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0:25. In the four measures of section A before this point, Benny raps on every downbeat;
At 0:25, however, he comes in after a sixteenth rest. The slight alteration of rhythm
implies the beginning of a new phrase, again paired with a. Throughout A, D1, and D2,
small changes in the rhythm of the lyrics, as well as overall rhyme structure, most often
points to normative four-measure structures.
The third factor besides a that helps reveal where phrases and subphrases occur is
the instrumentation. During the first minute and a half of the song, a buildup of
instruments occurs every four measures, often culminating with a; sometimes the buildup
happens by instrumental layering, while other times the buildup includes an interruption
of the instrumentation. This interruption involves taking away many of the instruments
for a period of time before resuming soon thereafter. An example of layering in section A
happens at 0:25. In contrast to the four preceding measures, this measure introduces more
instrumentation, namely heavier percussion. Four measures later, the song adds more
layers in the heavy metal style referenced earlier. 0:44–0:47, on the other hand, uses the
second technique of instrumental interruption by removing the accompaniment for
several beats, then reintroducing them on the downbeat. D1 most commonly uses both
instrumental layering and interruption every four measures, matched often with a. D2
contains three subphrases of four measures each; the first and last of these contain similar
accompaniment to each other, while the middle four measures (3:00–3:12) use an altered
instrumental interruption emphasizing beats 1 and 3.
These four factors—motive a, what character is performing, lyrical content, and
instrumentation—all coincide at various points in “96,000.” A prime example of this
procedure occurs is at 0:36. As mentioned in the discussion of characters, Usnavi begins
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rapping here, whereas Benny raps the previous four measures. The rhythm of the lyrics
also changes at 0:36. In contrast to the previous rap material in the song, this section
includes steady eighth notes for two beats rather than syncopation consisting of sixteenth
notes. This stability departs from the more improvisatory feel of syncopation. In addition,
extra instruments happen at 0:36, including electric guitar playing the ♭2 lick. Last,
a occurs at 0:33–3:36, preparing the listener for a new phrase or subphrase structure.

Therefore, the presence of all four elements concurrently solidifies the phrase structure.
Besides P, A, D1, and D2, another section of “96,000” that has ambiguous phrases
is C. The bass note consistently stays on a pedal D (besides briefly moving to a C or G),
centering on a D minor harmony. The main indicators of phrase length here, because of
no complete tonal motion, are the rhythm and pitches of the melody. Beginning with 1:48
and continuing every fourth measure until C ends, the melody contains the pitches of D,
A, and A on beats 1, 2, and 3 respectively.85 This melodic content implies the fourmeasure structure yet again.
The combination of motive a, instrumental techniques, alternating characters, and
lyrical or melodic emphasis confirms that sections with unclear tonal motion in “96,000”
typically adhere to normative phrase structure. One discrepancy, however, exists
regarding this phrase structure. All of A could be thought of as divided into four-measure
groupings with no alteration based on the afore-mentioned reasons, but another argument
potentially changes that phrase rhythm and hypermeter. 0:47–1:10, a total of eight
measures where only the last two appear in the score, may be easily conceived of as 4+4.
Yet, the instrumentation, the alternation of characters, and the rhythm of the lyrics better
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Sometimes another D is on the “and” of 1, or another A is on the “and” of 2, but the overall structure is
the same.
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supports a hypermeter of 2+4+2. Usnavi raps the first six measures but changes the
rhythm of his rapping at 0:53, the beginning of the third measure; in fact, this rhythm
echoes the contrasting stable eighth note rhythm previously discussed at 0:36, which also
began a new four-measure grouping. The rhythmic change at 0:53, as well as the
instrumental interruption, lines up with how other phrases were delineated earlier in the
song. The last two measures of this eight-measure segment begin with Benny and are
conversational between the two characters; the very last measure contains a, preparing
for a new section. Regardless of this example of non-normative phrase structure,
“96,000” generally follows the four-measure groupings, revealed by a, characters, lyrics
and melody, and instrumental indications.

THE QUODLIBET
The quodlibet in “96,000” occurs from 3:54–4:38 and includes five of the six
main sections. This overlap of melodies involves three divisions: two subphrases in
Tempo 1 and one larger grouping in cut-time when C appears. Figure 4.3 shows the three
subsections of the quodlibet and which of the main sections overlap.

3:50

4:00

4:10

Subphrase 1

4:20

Subphrase 2

4:30
Subphrase 3

P
B
C
D1
E

Figure 4.3 Three Subphrases of the Quodlibet in “96,000”
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Beginning at 4:39, the final 45 seconds of the song contain a key change that
functions as a transition out of the quodlibet and an ending that features repetitions of P
sung by the entire ensemble. Table 4.2 presents the timings of the ending section, as well
as the three divisions of the quodlibet, starting at 3:54, 4:05, and 4:16, respectively.

Table 4.2 Timings of the Quodlibet and Ending in “96,000”
Timing

Section

Measures

Quodlibet

3:54
4:05
4:16

B+E
P + B + D1 + E
B + C + D1 + E

53–56
57–60
61–76

Ending

4:39
5:13
5:20

Key change/interlude containing E
P

77–90
91–95
96–100

Additionally, the harmonic progressions during each subphrase of the quodlibet
change. All three progressions, however, move from tonic to dominant, although they
have different processes of getting to the dominant. Table 4.3 lists the harmony of the
three sections of the quodlibet.

Table 4.3 Harmonic Analysis of the Three
Quodlibet Sections in “96,000”
Subphrase
B+E
P + B + D1 + E
B + C + D1 + E

Harmony
7

i – iv – VI7 – V7sus – V7
i – iv – III – V7
i – VI – III – Vsus – V

First Subphrase
The first subphrase of the quodlibet begins at 3:54. While the large section of
0:00–3:53 ends with E, the quodlibet begins with E. To transition to the quodlibet, then,
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section E stays the same but adds the melody of B. Section B only lasts for 11 seconds
during the quodlibet, as opposed to its first occurrence, and it always begins on the text
“for real though.” The first presentations of sections E and B contain the same harmony,
although B includes extended ninth harmonies of the same base chord; during the overlap
of the two, B loses its extended harmonies but maintains its melodic and rhythmic
identity. Section E continues in the Latin American dance style, in both the lyrical
singing and the hint at bongos in the accompaniment. However, with the addition of B
comes thicker instrumentation. The eleven seconds of this first section of the quodlibet,
then, contain clear references to both Latin American dance and R&B, creating an
overlap clash.

Second Subphrase
At 4:05, sections P and D1 join the ongoing B and E sections to initiate the second
subphrase of the quodlibet. Section B begins again with “for real though,” but this time,
the character sings a good portion of the melody on one chord tone higher than the
previous times; for example, if the melody was the root of a chord in the first occurrence,
the melody this time typically falls on the third of the chord. Even though the changes in
the melodic material of B normally follow the same harmony as the first subphrase, the
VI chord changes to a III chord, shown in Table 4.3; the overall effect, however, remains
the same, as both of these chords are major and lead to the dominant. While the B section
essentially repeats the musical material from the first subphrase, section E continues from
where the first subphrase ended; this continuation of E gives the listener the sense that the
first two subphrases of the quodlibet are part of a larger phrase structure.
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The P section follows the same form during the second subphrase of the quodlibet
as most of its other appearances: “ninety-six thousand” in the first half of the measure,
followed by other text in the second half. In this case, the second half text includes “no
me diga!” This text references another song in In the Heights entitled “No Me Diga,” in
which many of the women in the musical gossip about the lives of the other characters;
during “96,000,” these same women are incorporated into the hip-hop style during the
quodlibet, although the original song has a Jamaican flare. D1, on the other hand, is
significantly shorter than its first presentation. Originally 33 seconds, it only lasts 11
seconds—the entirety of the quodlibet’s second subphrase—and repeats this 11-second
structure (four measures) a total of three times during the full quodlibet.
Three different styles appear during the second subphrase: Latin American dance,
R&B, and hip-hop. The same musical elements that distinguished Latin American dance
and R&B still occur during this section; the hip-hop style, at the most basic level, appears
because of the presence of spoken rhymes over an instrumental backing. In addition, the
accompaniment adopts the more persistent eighth note rhythm and heavy metal
associations distinguished in the hip-hop sections during 0:00–3:53. The simultaneous
appearance of all four of these melodies extends the friction of overlap clash during the
second subphrase of the quodlibet, since now three distinct styles occur at the same time.

Third Subphrase
The final subphrase of the quodlibet begins at 4:16 and includes sections B, C, D1,
and E; thus, all four distinct styles found in “96,000” occur concurrently during this
climactic section of the song. The harmonic language in this third section changes once
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again, although it has the same effect of dominant to tonic. In this case, no main section’s
harmony takes over; the i – VI – III – V progression is new to the song and strengthens
the buildup to the key change and subsequent ending.
The quodlibet’s third subphrase lasts the same length as both the other subphrases
combined. Section E, then, restarts with the same material as it did in the first subphrase,
while B increases in its vocal range yet again by moving to the next chord tone up
throughout its two repetitions in this section. D1 stays exactly the same as the previous
quodlibet section and also contains two repetitions. The increase in vocal range of section
B, as well as the accumulation of more melodies and styles, keeps the song moving
toward the climactic ending.
The fourth melody to appear during the third subphrase of the quodlibet is section
C. The quodlibet shifts to cut-time at this point, as is the case during the first occurrence
of C; hence, although the timing of the third subphrase is double that of each of the
others, it includes four times the amount of measures. Out of section C’s repeated fourmeasure structure, only the first and third measures appear each time in the quodlibet; the
structure, then, is one-measure of singing and one-measure of rest, repeated. The
measures of rest within the C section are filled with musical material not previously
found in “96,000” sung by an ensemble. In fact, the ensemble women sing the melody of
section C, while the ensemble men sing the additions to section C; the new melodic
content references what the ensemble men would do with $96,000, such as going to the
Bahamas and drinking piña coladas. Up to this point in the song, many of the main
sections include only individuals or small groups performing. As mentioned previously,
however, the song ends with the entire ensemble singing. Thus, the incorporation of extra
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musical material from the ensemble prepares for the ending of the song. Additionally, C
maintains its reggae style in the vocal techniques, rhythms, and emphasis on the afterbeat.
The other three styles—Latin American dance, R&B, and hip-hop—persevere from the
previous subphrase, so the addition of reggae indicates that the quodlibet is an overlap
clash throughout its full presentation.

Key Change and Ending
A two-measure suffix concludes the quodlibet at 4:38. This segment is effectively
a repetition of the previous two measures but a whole step higher, initiating the key
change and ending. Throughout the last minute of the song, the characters sing many
fragmented melodies, some of which reference sections P and E. At 5:13, specifically, the
main characters sing “ninety-six thousand” while the ensemble echoes their melody on
different words, much like the other P sections. The ending allows the ensemble to come
together as a unified entity; they are now singing collectively about they will do if they
win the $96,000 from the lottery rather than focusing on their individual dreams.
Not only does “96,000” include four distinct musical styles, but also it references
all four mixture strategies in some way. Miranda moves between these contrasting styles
using juxtaposition clashes and trajectory, while still producing a unified song. This unity
is fully realized during the overlap clash of the quodlibet, a section that references all four
styles, as well as exemplifying once again the normative four-measure groupings from
the beginning section of the song. Although the initial clashes differentiate the many
characters’ visions for their hypothetical winnings, the overlap clash and subsequent
ending section show that they all have the same general aspiration.
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CHAPTER 5: CONCLUSION
The purpose of this thesis was to demonstrate how Broadway quodlibets exhibit
musical hybridity as presented in Alcalde’s framework. All four mixture strategies
(coexistence, clash, distortion, and trajectory) played a role in the analyses. Furthermore,
the quodlibets examined not only feature musical hybridity—in that they contained more
than one melodic idea and style—but also shed light on the narrative of the musicals to
which they belong.
During the writing process, I discovered several areas of possible future research.
For example, although this thesis focuses solely on Broadway quodlibets, research can
and should be done on how other types of Broadway songs exhibit musical hybridity. The
language of musical theater has often adapted to the listening habits of the mainstream.
Because future expansion of what constitutes a Broadway sound is inevitable, musical
hybridity will continue to be pertinent within this field.
Another area of future research includes discovering more musical examples of
the four mixture strategies, especially those underrepresented in this thesis. Even though
coexistence seems to be the most common, it would helpful to determine a more specific
ratio of how many songs exist within each type. Additionally, outside of Broadway
musicals, other performance settings, such as film and television, concerts, and offBroadway shows, could be a fruitful source of examples of musical hybridity. What
styles tend to appear more often? What composers tend to use this technique of including
contrasting musical elements?
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In conclusion, quodlibets are a significant feature of Broadway musicals.
Although quodlibets were originally intended to have a humorous effect, my analyses
show that they are used for a number of dramatic situations, affecting character
development and storyline. The distinctions between quodlibet types revealed by musical
hybridity analysis support this finding.
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APPENDIX A: QUODLIBETS IN MUSICAL THEATER86
Andersson, Benny, and Björn Ulvaeus
“A Model of Decorum and Tranquility” from Chess
Bart, Lionel
“Be Back Soon” from Oliver!
Berlin, Irving
“An Old-Fashioned Wedding” from Annie Get Your Gun
“Play a Simple Melody” from Watch Your Step
“You’re Just in Love” from Call Me Madam
Bernstein, Leonard
“A Boy Like That/I Have A Love” from West Side Story
“Life Is Happiness Indeed” from Candide
“Tonight Quintet” from West Side Story
Bock, Jerry
“Tradition” from Fiddler on the Roof
Brooks, Mel
“We Can Do It” from The Producers
Brown, Jason Robert
“How Can I Call This Home” from Parade
Farrar, John
“Dancin’” from Xanadu
Flaherty, Stephen
“Quartet at the Ballet” from Anastasia
Gesner, Clark
“A Book Report on Peter Rabbit” from You’re A Good Man, Charlie Brown
Hamlisch, Marvin
“One” from A Chorus Line
“One (Reprise)” from A Chorus Line
86

Marvin, “Simulating Counterpoint.” Many of these examples are drawn from Marvin’s list in his paper.
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Herman, Jerry
“Cocktail Counterpoint” from La Cage aux Folles
Kander, John and Fred Ebb
“All That Jazz” from Chicago
“Finale” from Cabaret
“Hey, Hey, Hey, Hey!” from The Scottsboro Boys
“In the Same Boat Completed” from Curtains
“Minstrel March/Hey, Hey, Hey, Hey!” from The Scottsboro Boys
“Thataway” from Curtains
Larson, Jonathan
“Christmas Bells” from Rent
“Finale B” from Rent
“I’ll Cover You (reprise)” from Rent
Lerner, Alan Jay, and Frederick Loewe
“I Could Have Danced All Night” from My Fair Lady
Loesser, Frank
“Fugue for Tinhorns” from Guys and Dolls
“Inchworm” from Hans Christian Andersen
Menken, Alan
“Carrying the Banner” from Newsies
“If Only (Quartet)” from The Little Mermaid
“I Never Planned On You/Don't Come a-Knocking” from Newsies
“Skid Row” from Little Shop of Horrors
Miranda, Lin-Manuel
“96, 000” from In the Heights
“Blackout” from In the Heights
“The Schuyler Sisters” from Hamilton
Norman, Marsha, and Lucy Simon
“Come to My Garden/Lift me Up” from The Secret Garden
Parker, Trey , Robert Lopez, and Matt Stone
“Man Up” from The Book of Mormon
Porter, Cole
“There’s No Cure Like Travel/Bon Voyage” from Anything Goes
Richmond, Jeff
“Meet the Plastics” from Mean Girls
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Rodgers, Richard, and Oscar Hammerstein
“Do-Re-Mi” from The Sound of Music
“Me, Who am I?” from Rodgers and Hammerstein’s Cinderella
Schönberg, Claude-Michel
“Confrontation” from Les Miserables
“I Still Believe” from Miss Saigon
“One Day More” from Les Miserables
Sondheim, Stephen
“Getting Married Today” from Company
“Kiss Me/Ladies and their Sensitivities” from Sweeney Todd
“Now/Later/Soon” from A Little Night Music
You’re Gonna Love Tomorrow/Love Will See Us Through” from Follies
Schwartz, Stephen
“All for the Best” from Godspell
“For Good” from Wicked
“One Short Day” from Wicked
“Prologue” from Godspell
“What is this Feeling?” from Wicked
Styne, Jule
“Small World/Momma’s Talkin’s Soft” from Gypsy
Tesori, Jeanine
“Jimmy/Forget About The Boy” from Thoroughly Modern Millie
“How the Other Half Lives” from Thoroughly Modern Millie
Willson, Meredith
“I Ain’t Down Yet” from The Unsinkable Molly Brown
“Lida Rose/Will I Ever Tell You” from The Music Man
“Pick-A-Little, Talk-A-Little/Goodnight Ladies” from The Music Man
Yeston, Maury
“Folies Bergere” from Nine
“Guido’s Song” from Nine
“Overture della Donne” from Nine
“Proposal/The Night Was Alive” from Titanic
“To The Lifeboats” sequence from Titanic
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